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at first sight. Before the Act closes, the Baron 
receives a note from the Princess's waiting-maid 
(in other words, Octavian) in which she-or he-- 
agrees to meet the Baron. In the third Act the 
meeting takes place, and an elaborate series of 
traps has been laid for the Baron by Octavian. 
The police interfere, and ultimately Herr von 
Faninal, Sophia and the Princess all appear, and 
the Baron's discomfiture is complete. The 
Princess resigns herself to the inevitable, and 
gracefully yields to her younger rival-indeed, 
persuades Herr von Faninal to consent to the 
union of Octavian and Sophia; and all ends happily 
for everybody-except the Princess, and of course 
the disgraced Baron. 
A great deal of course turns on the likeness 
between the waiting-maid and Octavian, which 
is explained by suggesting a relationship between 
them. The Baron is a rustic Don Juan of a low 
type in spite of his high birth, of which he never 
ceases to speak; and the character is drawn with 
great skill. 
The mainspring of the action is the character 
of the Princess. Curiously enough, however, some 
writers have strongly condemned the libretto on 
the ground that too much importance is given 
to the Princess, who is described as an unnecessary 
appendage, but the majority rightly look upon 
the creation of this original character as the 
greatest achievement of the poet. As to the 
exceptional literary merit of von Hofmannsthal's 
text, and his skill in delineating the characters of 
the Baron,Octavian and the Princess, all are agreed, 
even those who think the Princess has no place 
in the drama. At any rate, to the Princess falls 
the most important scene in the work, her soliloquy at the end of the first Act in which she laments 
the passing of her youth. She also takes part in 
the Trio at the end of the third Act with Sophia 
and Octavian. These two scenes are undoubtedly the gems of the work, and both made the pro- 
foundest possible impression on the audience. The 
music of both is of extreme lyrical beauty and 
powerful dramatic expressiveness, and the skill 
with which the Trio of female voices is worked 
from apparently trivial beginnings to an over- 
powering climax bears the mark of genius. Next 
in importance is the scene in which the Rosen- 
kavalier first presents the Rose to Sophia. Strauss 
has seldom shown his power of tone-painting in 
gorgeous and delicate colours more convincingly 
than here, and in all these three scenes the music 
is in its essentials much simpler than that which 
we are accustomed to associate with his name. 
A charming little Mozartian minuet in the first 
love-scene between Octavian and the Princess, 
the duets between Octavian and Sophia, which 
are differentiated with wonderful nicety, and the 
elaborate Fugato which serves as an introduction 
to the third Act, and is, in spite of its complexity, a 
carnival of high spirits, are a few of the other things 
which dwell most prominently in the memory. 
The performance at Dresden was remarkable 
even among Dresden performances for perfection 
of mise-en-scdne and stage-management, and for 
the wonderful spirit and subtlety and flexibility 
of Herr von Schuch's conducting. Among the 
principals Friulein Siems (who was the Chryso- 
themis of the original production of 'Elektra') 
chiefly distinguished herself by her beautifully 
finished and sympathetic portrait of the Princess. 
Her singing of the monologue was a great triumph. 
Friulein von der Osten was excellent as Octavian, 
both when he appeared in proprid' persond and 
when he was disguised as a waiting-maid. It is 
a bold experiment on the part of Strauss, which 
will cause not a little perplexity to managers, 
that he has written this part for a mezzo-soprano 
and has distinctly said that he does not wish it 
to be played by those who usually undertake what 
are known as the Dugazon r6les. Frau Minnie 
Nast was delightful as Sophia, but the two great 
Wagnerians, Herr Perron and Herr Scheidemantel, 
were quite out of their element in the comic parts 
of the Baron and Herr von Faninal respectively. 
The minor parts were all admirably filled. It 
will be noticed that here too Strauss has not 
given a part of any importance to a tenor. 
Strauss's music-dramas have this in common with 
those of Wagner, that the smaller parts require 
just as great artistry as the more important ones; 
and in this case the difficulty of the extremely 
free declamation, which is, from a technical point 
of view, perhaps one of the most interesting 
features of the score, affects all alike. 
A POINT IN CRITICISM. 
BY HERBERT ANTCLIFFE. 
The mistakes and rash judgments of the 
musical critics of past generations might form 
the subject of a lengthy treatise without any 
satisfactory explanation being given why these 
mistakes have been made, and in what particular 
respect the judgments have been rash. The 
lack of full knowledge, and the possession of 
prejudice, are generally regarded as the cause, 
for it is an opinion held not only by uninformed 
or careless thinkers, but by many of the ablest 
critics themselves, that it is quite as easy to 
appraise the true value of a contemporary work 
as it is to appraise that of the works of a genera- 
tion or more ago. Ignorance and prejudice are, 
of course, just as much the cause of wrong musical 
criticism as they are of every other kind of wrong 
judgment. But there have been cases where 
critics of every kind have been misled; where 
the ignorant public and the equally ignorant 
journalist have agreed with the learned pedant 
in condemning a work, and the earnest music- 
lover has been disappointed in such work, which, 
later, has become a delight to all. It can hardly 
have been that all save the composer himself 
have been ignorant and prejudiced! There are 
surely not many Sodoms and Gomorrahs, even in 
the matter of artistic righteousness. 
Mr. Ernest Newman, in a recent article, has 
said that 'No criticism of great works of art can 
hope to endure unless it is founded on full know- 
ledge of them.' True. But is it possible for the 
critic to have a full knowledge of contemporary 
works ? For several reasons it would appear 
that it is not. Quite apart from the difficulties 
of seeing and hearing frequently works which 
living composers from time to time bring forward, 
there are reasons connected with the music itself, 
and with the circumstances surrounding it, 
which make the attainment of a full knowledge 
impossible, at any rate in the large majority of 
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cases. First of these comes the fact that to gain 
a full knowledge of a work we must see it in its 
proper relation to whatever surrounds it. This 
is particularly the case with wcrks of art. The 
value of a work of art depends entirely upon the 
effect which it has upon the minds and the lives 
of others. If it carries with it a great influence 
for good, we may class the work as a great one in 
some degree or respect. But to what degree it is 
impossible to say until we have had an oppor- 
tunity of seeing whether that influence is likely 
to be permanent and universal or merely tem- 
porary and local. Even innate qualities cannot 
be recognized without a knowledge of both prior 
and contemporaneous works. The quality to 
which this most evidently applies is that of 
originality. Originality in both thought and 
expression has often been claimed for a work 
which, later, is discovered to contain only a 
large measure of bizarrerie, or to be constructed 
in the same manner and of the same substance 
and material as all its greater and less contem- 
poraries. Time must be taken to discover in 
what respect and to what degree a work differs 
from those which come into being at the same 
period and in the same circumstances. A full 
knowledge of all,even of the greatest, contemporary 
work is impossible, owing to the necessary limita- 
tions which surround both the works themselves 
and the persons concerned in their creation, 
production, and criticism. The acquisition of a 
knowledge of such works is easier to-day than 
ever before, thanks to the development of the 
printing-press and of facilities for travelling, but 
full and complete knowledge of many of the 
finest modern works is still not available, nor will 
it ever be. There will always be some men, and 
they usually among the most amply gifted and 
inspired, who from lack of opportunity or from a 
sense of modesty, withhold their works from the 
world. And without these works we make our 
necessary comparisons in the dark. Both we 
ourselves and our works are so much the creatures 
of circumstances that we cannot see those cir- 
cumstances, for we cannot get away from them ; 
and without an independent view and consequent 
knowledge of such circumstances we cannot know 
either ourselves or others as fully as we should. 
Further, there is the fact of the development 
of the music itself. The present writer is being 
increasingly convinced that there is, not only 
in the art of music, but in every specimen of that 
art, a growth or development and a decline with 
age, mysterious and unobservable (as all growth 
and decay is), but none the less real. Some years 
ago the late Vernon Blackburn drew attention 
to the internal decay which even popular and 
classical music suffers by reason of its age, and 
his idea has been well substantiated and com- 
monly accepted. Works which less than a genera- 
tion ago were regarded by the soundest critics 
as immortal are now seen to be losing their 
power to please as well as to edify. They are 
suffering the decrepitude of old age. If, then, 
each musical work that is created partakes of 
the same nature as humanity to the extent of 
being mortal, why should it not partake of its 
nature in also having an infancy, a youth, and 
a full maturity before the time of decay arrives ? 
The idea may be one that is not readily realized, 
yet the fact of the slow appreciation of the strongest 
and greatest creations of the art makes it appear 
a highly probable one. And assuming it to be a 
correct one, it is surely a further cause of the 
difficulty of appraising the value of contemporary 
works, for, unless their life is to be rapid and 
short, they do not in the lifetime of their com- 
posers attain their full maturity. The age at 
which they do this varies with each individual 
work, but it is not sufficiently early to make a 
contemporary valuation an exact one. 
Last comes the question of education. By 
education is meant the assimilation of knowledge 
imparted by others. The mere repetition of 
another person's opinion is, of course, not criticism 
any more than the mere repetition of a lesson 
is education, and the critic who merely follows 
blindly the leading of greater minds than his own 
is unworthy of the name. The confirmation or 
controversion of an already expressed opinion is, 
however, a simpler matter than the formation of 
an opinion without any previous knowledge even 
at second hand, and is a useful and quite legitimate 
method of valuing art work. It is a comparatively 
easy matter to see for ourselves the relative 
greatness of each of the classics, because, we have 
the assistance of an education based on these 
works. Most people are brought up more or 
less on a knowledge of some simple classical 
works, but to the majority the knowledge which 
comes in later life of the greatest of them is 
imparted first by a tradition of their greatness, 
then by descriptions of their qualities, and last 
of all by personal acquaintance with and personal 
judgment of those qualities. Yet because of 
this process our judgment of the value of the 
classics need be no less individual. Our education 
enables us to form an opinion more readily and 
certainly even when we have the temerity to 
differ from our teachers and elders. 
But even more than this is the fact that we are 
more fully acquainted with the idiom of the 
composers of classic days than with that of 
the composers who are still living and working. 
The reason for this is evident. The idiom of the 
classics is fixed, that of the works of living writers 
is changing every day, and each one-in a greater 
or less degree-forms his own, so that we do not 
find any one style of expression to serve as a 
criterion. The number of works belonging to 
the past which have survived to our own day is 
limited, and the process of limitation has involved 
the selection (unconscious and undeliberate, of 
course) of those works only which are expressed 
in the idiom understandable by all. As it is 
easier to appraise the value of a classical work 
than it is to determine that of a newly discovered 
work of the same period, so it is a simpler matter 
to judge of the latter than of the value of a quite 
new one. Mendelssohn was able to say at once 
and with certainty that the works of Bach which 
he discovered were those of a genius better than 
he was able to discriminate the comparative 
values of the works of Macfarren and Schumann. 
And the reason was that Bach's works were fully 
matured and expressed in a classical idiom, while 
those of the composers who were Mendelssohn's 
contemporaries were still in their infancy and 
were expressed in an idiom at that time still 
undeveloped. 
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